The revival in short filmmaking in post-apartheid cinema has thus far received little attention by academic scholars. The article is an attempt to describe, contextualise and analyse the highlights of South african short filmmaking by focusing on thematic and aesthetic developments in post-apartheid cinema. hundreds of short fiction and nonfiction films have been made in South africa since 1980. The themes of most of these films were initially limited to anti-apartheid texts, which were instruments in the anti-apartheid struggle. during the late 1980s and early 1990s short filmmakers have also explored themes other than apartheid, for example equal rights for gay and lesbian South africans. Many short filmmakers have since 1994 experimented with form and aesthetics, as well as various narrative structures, including oral storytelling. Future studies of post-apartheid cinema need to take the revival of short filmmaking in South africa into account. Exciting directorial voices (male or female, gay or heterosexual, and from various language groups) such as Garth Meyer, dumisani Phakhati, Willem Grobler, teboho http://dx
Mahlatsi, Justin Puren, inger Smith, Johan nel, nina Mnaya and John Warner hold immense promise for future feature filmmaking in post-apartheid South africa. Keywords: Post-apartheid cinema, short filmmaking, aesthetics, anti-apartheid texts, oral storytelling, Marginalised communities.
Historical context
although 1994 saw the birth of democracy in South africa the South african film industry is much older, in fact, our great documentary film tradition dates back to 1896 and the South african War or anglo boer War.
2 Surprisingly only a few books have been published regarding the history of one of the oldest film industries in the world and one of the largest on the african continent. between 1910 and 2008, 1,434 features were made in South africa (armes) . approximately 944 features were made in the period between 1978 and 1992, as well as nearly 998 documentaries and several hundred short films and videos (blignaut and botha).
South african film history is captured in a mere thirteen books. developments in early South african cinema have been chronicled in Thelma Gutsche's The History and social significance of motion pictures in south Africa 1895 Africa -1940 Africa (1946 Africa /1972 . other significant studies include Keyan tomaselli's Cinema of Apartheid: race and Class in south Africa (1989) , Johan blignaut and Martin botha's movies moguls mavericks: south African Cinema 1979 -1991 (1992 , Martin botha's edited volume, marginal Lives and painful pasts: south African Cinema After Apartheid (2007) , Jacqueline Maingard's south African national Cinema (2007) , andré le roux and lila Fourie's Filmverlede: geskiedenis van die suid-Afrikaanse speelfilm (1982) , Peter davis's in Darkest Hollywood: exploring the Jungles of Cinema's south Africa (1996) , Martin botha and adri van aswegen's images of south Africa: The rise of the alternative film (1992), tomaselli's compilation of revised and reworked papers and chapters published elsewhere, encountering modernity: Twentieth Century south African Cinemas (2006) , isabel balseiro and ntongela Masilela's edited volume, To Change reels: Film and Film Culture in south Africa (2003) , as well as lucia Saks's Cinema in a democratic south Africa: The race for representation (2010) .
during the 113 year history of South african cinema only two books have been devoted to South african film directors: Martin botha and hubert dethier's kronieken van Zuid-Afrika: De films van manie van rensburg (1997) and Martin botha's Jans rautenbach: Dromer Baanbreker en Auteur (2006a) . veterans such as Jans rautenbach (Jannie Totsiens, 1970) , ross devenish (marigolds in August, 1980) , Manie van rensburg (The Fourth reich, 1990 ) and the younger generation of the 1980s challenged moral and political censorship during apartheid, a severe lack of audience development and inadequate film distribution to shape progressive texts, which became the foundation of a new, critical South african cinema during the 1990s. 3 The year 1994 could be regarded as a landmark for the South african film industry due to the historic democratic elections and the birth of a post-apartheid society. a comprehensive study by the research institution, the human Sciences research Council (hSrC), into the restructuring of the entire South african film industry was completed and forwarded to the department of arts, Culture, Science and technology (botha et al. 1994) . The report of four hundred pages received widespread praise throughout the local film and television industry, especially by members of the Film and television Federation (FtF) (botha). The hSrC research team recommended that state aid to the local film industry should be administered by a statutory body referred to as the South african Film and video Foundation (SaFvF). Commercial viability should not be the sole criterion for government support of locally made films. all types of films, including short films, 4 should benefit, and a developmental fund should be used to support first-time filmmakers from previously marginalised communities.
The South african Minister of the department of arts, Culture, Science and technology, dr ben ngubane, formalised an arts and Culture task Group (aCtaG) , in august/September 1994, to counsel him on the formulation of policy for the newly established government. in november of 1995, four months after the final aCtaG document was published, dr ngubane appointed a reference Group to write up the Film development Strategy document. This reference Group comprised fourteen disparate members: individuals from the film industry; academics such as Keyan tomaselli; the head of the hSrC research study into the film industry, Martin botha, as well as beschara Karam. The reference Group met over a period of four weeks to discuss the drafting of the document, using the aCtaG document as the foundation for this paper. The first draft of the Film development Strategy document appeared at the beginning of 1996, and a revised version was published later in the year. The writers proposed that the South african film and video industry be administered by a Statutory body, known as the South african Film and video Foundation (SaFvF).
5
The rest is history. Thanks to the efforts of aCtaG and the writers of the White Paper the national Film and video Foundation (nFvF) was finally established by the end of the 1990s. one of the long-term aims of the Foundation is to facilitate the placement of the South african film industry on a sound commercial footing and enable it to become internationally competitive.
6 despite the fact that the White Paper was an uneasy blend of progressive and neoliberal thinking it remains a valuable document, which gave birth to a national film commission (balseiro and Masilela; Saks).
7
in March 1995, the old South african film subsidy system, which was based on box office returns, ceased to exist, and an interim film fund became in operation.
8 ten million rand were annually distributed among various projects, which included funding for short filmmaking. in 1998, for example, r110,000 was allocated to the development of short films and r1.010,000 for the actual production of short films. during 2000 the national Film and video Foundation (nFvF) started to support the local film industry, including short filmmaking.
9
The revival in short filmmaking in South african cinema has thus far received little attention by academic scholars. among the abovementioned books on South african film history only botha (marginal) and focused on a significant development in recent South african cinema. hundreds of short fiction and nonfiction films have been made in South africa since 1980. The themes of most of these films were initially limited to anti-apartheid texts, which were instruments in the anti-apartheid struggle (botha, "South africa"). Since the late 1980s and early 1990s short filmmakers have also explored themes other than apartheid, for example equal rights for gay and lesbian South africans. Many short filmmakers have since 1994 experimented with form and aesthetics, as well as various narrative structures, including oral storytelling. The article is an attempt to describe, contextualise and analyse the highlights of South african short filmmaking by focusing on thematic and aesthetic developments in post-apartheid cinema.
Since thematic developments such as a cinema of marginal characters are not restricted to short films several features and documentaries have also been referenced in the text.
Short filmmaking during the 1980s and early 1990s
Since the 1980s various short films portrayed events which were conveniently left out of official South african history books and of a contemporary context in actuality programmes on national television under control of the apartheid regime. Therefore, they became guardians of popular memory within the socio-political process in South africa. Some of these films portrayed the forced removals of communities from their places of birth under the laws of apartheid. in Dear grandfather your right foot is missing (1984) , for example, director yunus ahmed created an imaginative and lyrical film about the destruction of Cape town's district Six.
10 ahmed returned to the bulldozed landscape of his place of birth and through innovative film techniques, he evocatively recalled the spirit of the formerly thriving community. Set to the haunting sounds of Jean Michel Jarre, the endless tracking shots mercilessly explored the desolate plains, as if filmic interrogation would restore this place to its former life. The film became a lyrical lament for a lost area lying on the right foot of table Mountain (the grey old Grandfather of Cape town).
acclaimed director ross devenish also made a short film about the movement of a family under apartheid's racial laws. in A chip of glass ruby (1982) the banjee family lived in a small house in an area of Johannesburg which was reclassified as a white residential area. although the family had lived there all their lives, they were forced to relocate to a new indian development. in Cato manor: people were living there (1989) director Charlotte owen created a visually exciting, revealing and visually stunning history of Cato Manor, which was changed from a thriving and bustling active township of mixed african and indian people to become its present unhappy ruin. Last supper at Horstley street (1985) is a moving short documentary and true drama of one family's poignant experiences when they were removed from their traditional home in district Six and their attempts to adapt to their new environment, which was without amenities or traditions.
one of the most moving explorations of popular memory is lance Gewer's Come see the bioscope (1984) , a film about Sol Plaatje and his attempts at the beginning of this century to educate rural blacks about the land act of 1913. The film resembled the oral narrative structures of West african cinema (for example Wend kuuni from burkina Faso).
in 1989 Melanie Chait's out in Africa became the first South african film to deal with the struggle for equal rights for gays and lesbians in South africa. This short film is a moving tribute to two gay South african men, Simon nkoli and ivan toms, who were respected internationally for their stand against apartheid. dr toms was the first white South african to refuse to serve in the South african defence Force; Simon nkoli was one of the delmas trialists.
The film portrayed what it meant to be gay under apartheid and claimed that the South african liberation struggle is a movement for political as well as gay equality.
an important new voice in the creation of a South african gay and lesbian cinema is luiz debarros. Most of his early short films were screened at the short film competition of the Weekly Mail Film Festival. debarros was a third-year ba student at the University of the Witwatersrand when he made pretty boys (1992), a film about two male prostitutes discussing their lives. The film attempted to explore the possibility of prostitution as a positive experience. Clubbing (1994) revolved around six 20-something-year-old friends who meet one evening before they go out clubbing. in the film debarros captured the decline of a white ruling class in a society in which the rules were changing. They must come to terms with a future of uncertainty, a future no longer assured of privilege. his film, Hot legs (1994), is a revenge fantasy which revolves around tim, a young gay doctor who wants to take revenge on dave, a man he once loved, by holding him captive in a motel room for six days. together the two characters relive their past and look at how they became the people they are. it deals with the homophobic character of South african society. 11 during the late 1980s the annual Weekly Mail film festival became an important forum for the screening of short films. a short film competition also encouraged new and young filmmakers to present their work at this festival. in the early 1990s short films about socio-political changes in South africa and how people relate to them have become thematically dominant at this festival. in the 1980s the contours of South africa's political landscape were transformed by massive black popular protest and government promises of a 'new' South africa. between black political mobilisation and a state attempting to manage a disintegrating economy existed another reality --an embattled white working class struggling to defend a way of life in the face of loss of privilege based on race. against this background, Guy Spiller's short film The Boxer (1990) explored the effect which wider socio-political changes in South african society had wrought in the intimate space of a white working-class family in Johannesburg. in particular, the film documented the hopes and fears of a young champion boxer in a society where the passage from youth to manhood involves entry into a world moulded by a violently defensive culture which is bound by a narrow patriotism and captured by the rhetoric of right-wing politicians.
one of the most remarkable films about adapting to the sociopolitical changes in South africa is Catherine Meyburgh's The Clay ox (1993) . This visually stunning film portrayed the brief meeting of two young afrikaners at the foot of the drakensberg. he is a pacifist who is fleeing from military conscription. She is an activist who is preparing a suicidal bomb attack on a military target in Pretoria. in a highly symbolic landscape Meyburgh addresses the patriarchal, repressive society under apartheid. White afrikaner mythology is examined by using numerous symbols and references to (white) afrikaner history.
Throughout the 1990s various developments within the South african film industry stimulated the production of especially short films, a significant development in the growth of the post-apartheid film industry. The pay-television station M-nEt initiated a project entitled nEW dirECtionS to give talented first-time South african and other african filmmakers and scriptwriters a break into the film industry. by 1999 M-nEt's MagicWorks has completed 20 short films and two features. This project became a showcase for new talent in this country, and has led to some outstanding short films such as Come see the Bioscope, Angel and salvation. First-time directors and screenwriters, some of them female and/or black, explored a diversity of themes. The year 1998 highlighted an important Pan-african short film initiative, called african dreaming. The array of six short films was a major co-production, the first of its kind on the continent, which had drawn on talent from Mozambique, namibia, Senegal, tunisia, zimbabwe and South africa. international funding came from the South african broadcasting Corporation (SabC), the hubert bals Fund in the netherlands, Cable channel la Sept/arte in France, ylE tv2 in Finland, hivoS and nCdo in holland, the CnC in France, the French Ministry of co-operation and video lab in South africa. deals and contracts were co-ordinated by one of South africa's leading producers, Jeremy nathan, through his company Catalyst Films. The South african film, mamlambo, a love story between a black boy and a Chinese girl, gave first-time female and black director, Palesa letlaka-nkosi chance to direct a fiction film.
during the 1990s short filmmaking in South africa finally received international acclaim. among the other short films, Gavin hood's The storekeeper stood out.
14 it is a devastating portrait of the culture of violence in South africa. Without relying on dialogue hood tells the story of an elderly man who owns a small, isolated shop in rural South africa. after several burglaries he took the law in his own hands-with shocking consequences. hood's film won as overall best short film at the nashville independent Film Festival. it also won the bronze for best dramatic short at the houston international Film Festival ironically only a few directors in the M-nEt series moved on to features, for example, Ken Kaplan (The Children and i) directed the award-winning black comedy, pure Blood; russell Thompson (The pink Leather Chair) made the gangster movie, The sexy girls, and zola Maseko (A Drink in the passage) directed Drum.
Thematic and Aesthetic concerns in post-apartheid short films
Post-apartheid cinema in general is characterised by the emergence of new voices and a diversification of themes. an exciting generation of male or female, gay or heterosexual directors has emerged. Many films explore the realities of South africa from various ethnic perspectives and soundtracks include several of South africa's 11 official languages. one thinks of a new generation of filmmakers such as zola Maseko ( 
Marginalised communities get a voice
For the first time South african audiences are exposed to certain marginalised communities, such as the homeless in Francois verster's remarkable documentary pavement Aristocrats: The Bergies of Cape Town (1998) Marginalised communities finally have a voice in our postapartheid cinema. over the past ten years one has observed the remarkable revival in short filmmaking. among the M-net new directions series barry berk's lovely film on the homeless in Angel (1996) and dumisani Phakati's poetic coming-of-age tales, Christmas of granny (1999) and especially Waiting for Valdez (2002) tower above the other shorts. berk's Angel focuses on a group of homeless people in Cape town. by contrasting their desperate situation with the beauty of the city and its surroundings, berk has created a very moving portrait of people living on the margin of South african society. Phakathi's Waiting for Valdez is a visually eloquent evocation of a twisted society seen through a child's eyes. Set against the backdrop of forced removals in the 1970s the film deals with the popular memory of many South africans, who lived during that dark period. but the film is also a lyrical, poignant tale of a young boy torn between his love for his dying grandmother and the desire to sneak out for nightly street recitals, around a drum fire, of movies his friends have seen at the local cinema.
one of the most impressive recent short films, which examines the impact of aidS on South african society is Willem Grobler's multi-award winning Considerately killing me (2005) . Winner of best South african Short (newcomer) at the 2006 apollo Film Festival the short is the tragic tale of love and loss. it takes an introspective look at the life of John, a young South african filmmaker who has to deal with issues common among young adults today. John is confronted with the unstable political climate of Southern africa and the rest of the world on a daily basis. he struggles as the local film industry is difficult to break into, and in trying to escape from the harsh realities of this world he submerges himself in a sea of hedonism, which results in his hiv/aidS condition.
an important milestone in feature filmmaking is Jack lewis's proteus (2003) , the beginning of a visible gay/lesbian cinema in South africa. Under apartheid gay and lesbian voices in film and television were also silenced. in a seven year study of the depiction of gays and lesbians in african, asian and latin american cinema botha (2003b) has noted that homosexual experience is unique in South africa, precisely because of our history of racial division and subsequent resistance. our gay identities have been formed by a long history of racial struggle. our gay identities were also deformed by an oppressive system, which classified us into those with freedom and those without. apartheid legislated whom we were, where we could live, with whom could we associate, and even what kind of sex we could have. asserting a lesbian and gay identity in South africa became a defiance of the fixed identities-of race, ethnicity, class, gender and sexuality-that the apartheid system attempted to imposture upon all of us.
The notions of a gay identity in South africa as a defiance of fixed identity is brilliantly articulated in proteus. based on a true story, it is a period film that raises issues still of enormous relevance today. historian and filmmaker Jack lewis was fascinated by a court record in the Cape archives, dated 18 august 1735, giving judgement in the case of two robben island prisoners. dutch sailor rijkhaart Jacobsz and Khoe convict Class blank received extreme sentences for what the court called 'the abominable and unnatural crime of Sodomy' . it is an extremely moving experience and forms part of a very small number of South african productions on homosexuality. despite a new constitution which prohibits discrimination against gays and lesbians, as well as a strong gay movement, our images of gay men and women are limited and still on the margin of the film industry. one ends up with less than twenty short films, a few documentaries, less than ten features with openly gay and lesbian characters and virtually no television programmes during the past hundred years of South african cinema!
Confronting the past and the present
another important theme in post-apartheid cinema is how South africans are dealing with the traumatic past and how they are adjusting to the dramatic socio-political changes in contemporary South african society.
Ubuntu 's Wounds (2003) is a landmark in our post-apartheid cinema. While several local documentaries have dealt with the truth and reconciliation Commission, Sechaba Morojele's film is the first attempt outside documentary film making to examine the effectiveness of the process and it questions whether real forgiveness is possible in response to truly inhuman acts. and it is a considerable achievement to raise and examine these questions in less than thirtyfive minutes. The film also shows off Morojele as an actor's director, eliciting strong performances from his ensemble cast. zola Maseko's moving A Drink in the passage (2002) is a powerful short film about a touching encounter between a white and a black man in South africa during the 1960s. a celebrated black sculptor recalls the curious events, which led him to share a drink of brandy with a white family during the height of apartheid. it is a complex contemplation on the personal dimensions of enforced segregation and the power of art to transcend the divide.
The criminal past and leaving it behind is the theme of zulfah otto-Sallies's raya (2001), a story of three generations of women, their struggles and reconciliation. it is a visually beautiful insight into a closed, conservative community not often reflected on our screens.
When Tomorrow Calls (2003) is an important short by a young graduate, louis du toit, from one of South africa's film schools, the City varsity School of Media and Creative arts. in only eleven minutes the poetic and highly symbolic narrative depicts an old order of the apartheid years making way for a new dispensation of hope and reconciliation in the story of an afrikaans boy and a Xhosa boy facing each other as human beings. Shot in afrikaans and Xhosa the film also depicts an afrikaner nuclear family clearly characterised by the absence of the mother, and a father belonging to the past and unable to assist his son to adjust to the changing sociopolitical landscape of a post-apartheid South africa. These cultural indicators are surprisingly also present in the afrikaans short films of a new generation of directors: rudi Steyn's senter ( Frank (2003) . despite working independently from each other, the same images of the afrikaner nuclear family in a post-apartheid society appear in these exciting shorts, especially with regard to the absence of the afrikaner mother! nel argues that the prevailing doctrine currently appears that afrikaner fathers are portrayed as patriarchal, aggressive and archaic, while mothers are marginal or absent and that black characters offer liberation (unpublished). in When Tomorrow Calls and senter the implied message is that a new generation of afrikaners must learn to cooperate with their black counterparts in order to fit in with the new South africa.
Especially Johan nel's work is important as deliberate deconstructions of the soothing images of white afrikaners in the cinema of the 1970s. With a few exceptions afrikaans language films ignored the socio-political turmoil of the period, as well as the realities experienced by black South africans. Most afrikaans language films communicated by means of obsolete symbols that had little multicultural communication value. They painted a one-sided and stereotypical portrait of the afrikaner, leading to a misconception about who and what the afrikaner was. Furthermore, the negative portrayal of blacks as a servant class in these films is a visual symbol of the deep-seated apartheid ideology. nel has attempted to look at afrikaners in all their ugliness and multi-facets: in a series of short films ranging from malpit to his best, swing Left Frank, the idealised image of the white afrikaner is challenged and analysed in a critical manner. in swing Left Frank (2003) Frank nel is an ex-soldier, who is caught having sex with a black woman by his wife. She kicks him out of the house and he leaves with a caravan to visit his ex-army friend, who owns a caravan park at the coast. his friend suffers from post traumatic stress and delusionaly relives combat (nel). While staying at the resort Frank encounters nomvula, the water spirit, who ultimately liberates him from earthly possessions and offers him transcendence. at the end of the film he enters the ocean where nomvula takes his hand. They disappear into the deep. nel argues that it seems as if material possessions are representative of afrikaner privilege, which burden men in the post-apartheid milieu. nomvula operates as a potential signifier of an exotic black culture, which is foreign but alluring to Frank. The manner in which Frank experience transcendence through her, echoes a similar motif of the troubled afrikaner finding emancipation by bonding with a black character as seen in When Tomorrow Calls.
Some of the most interesting features indeed deal with the response of the afrikaner community to the new democratic South africa. one of the most powerful features since 1994 deals with an estranged afrikaner community of white supremacists. in stark (almost black and white images) promised Land (2002) depicts desperate minorities who, trying to retain their apartheid ideologies in the face of a new, democratic South africa, have retreated into self-inflicted isolation and marginalization. When i saw promised Land for the first time, i realised that there has been a bifurcation within afrikaner culture. There is a clear split between the "old" and the "new". Contemporary afrikaners have been forced to make a choice after 1994. to choose between racial separation and assimilation and to acknowledge all the ideological ramifications that comes with that decision. promised Land depicts both sides of this equation. it portrays the death of one era and the birth of another. in doing so promised Land depicts the advocates of separatist ideology quite cruelly.
With the same expressionist brilliance Ken Kaplan uses black comedy and the horror genre in pure Blood (2000) to look at a group of white supremacists, which are trying to revive the old order of the apartheid years. The images of afrikaners in pure Blood and promised Land are an important alternative to the idealised portrait of afrikaners in the afrikaans escapist cinema of the 1970s.
one of the greatest features to emerge out of South africa since 1994 is Katinka heyns's paljas (1997). The narrative occurs in the 1960s, when poverty amongst afrikaners was a serious problem and the South african railway a key mechanism in afrikaner affirmative action (Shepperson and tomaselli) . This excellent afrikaans drama follows the deterioration of an afrikaner family isolated and shunned in the small community of toorwater. nothing seems to happen. Then a circus train loses its way and comes to rest in toorwater, and a mysterious clown brings fresh magic to the stagnating family, but he also poses a threat to the rest of the community. heyns brilliantly succeeds in creating a metaphor for the afrikaner family's turbulent emotional, cultural and ideological journey from the darkness of apartheid back into the light of post-apartheid reconciliation (familial, cultural and political) (a fine analysis of this film is provided by Shepperson and tomaselli, Post-apartheid features are also dealing overwhelmingly and by necessity with the lives of black South africans. two examples on display at this festival are Chikin Biznis-The Whole story (1998) and Hijack stories (2001) Chikin Biznis, an internationally acclaimed film (best Film at the Montreal Film Festival and best Screenplay at FESPaCo 1999), follows the fortunes and blunders of middle aged Sipho, who gives up his menial work at a Stock Exchange listed company to embark on a new venture: The lucrative trade of chicken business. Sipho not only faces stiff competition from others in this informal sector, but he has to deal with his family as well. Fats bookholane deservedly won as best actor at FESPaCo 1999. Surviving in the "informal sector", but in this case, in a milieu of crime, is also one of the themes of oliver Schmitz's Hijack stories. Completed in 2000 it took three years to get a theatrical release in South africa, a fate faced by several of the post-apartheid features.
An experimentation with form
Film schools have become vital in a post-apartheid South african cinema to expose students to international cinema, as well as to focus on the technological, social, aesthetical and political highlights in the development of cinema in all its facets. apart from skills training South african film schools have the responsibility to nurture new voices in an industry, which has a long history in which many voices were silenced-those from the black majority, women, gays and lesbians. 15 Film is not only for getting bums on seats, but alSo a means of self-expression by voices, which were silent during the apartheid years. Those voices could belong to blacks, women, gays and lesbians, and others, who never had the opportunity to express themselves in the cinema under apartheid.
Some award-winning short films from graduates should be mentioned here. at the 25 th Stone awards Evening of the national television and video association (ntva) in 2003 harold holscher's short iBali not only picked up a Stone award for overall excellence, but garnered craft awards for directing, acting, cinematography and animation. The film is a magnificent blending of magic realism and african mythology, with touches of the urban alienation of Michelangelo antonioni (holscher is an admirer of Zabriskie point), the surrealism of djibril diop Mambety and the beautiful compositions of Stanley Kubrick. holscher states that iBali "came from an idea of living one's heritage, one's culture" (holscher 2003) . he is fascinated by myths and fables, especially in the cinemas of Mambety and Kusturica. The plot of iBali conveys how african heritage is passed from generation to generation through the art of story telling. it is a mythical tale about a boy discovering the essence of water.
The film is one of the first from a local film school, which actually explores the possibilities of orality in South african film narrative. it aims at an indigenous mode of aesthetics and judged by the national and international recognition, seems to succeed. ibali was selected for the 14 th african Film Festival in Milan and formed part of the best of the shorts compilation. it was also selected for the Commonwealth Film Festival in Manchester and also toured the United Kingdom as part of the best of the festival. it was invited to the 7 th Genova Film Festival, as well as the 2004 Cape town World Cinema festival.
holscher graduated from the Cityvarsity School of Media and Creative arts with a list of awards that testify to his talent. during 2002 his experimental musical narrative in progress won awards for directing and the overall production. in the same year he received awards for 'n sprokie, another "fairytale like iBali", characterised by exquisite visuals (another craft award), shot on 16mm. adapted from an afrikaans story it tells the sad tale of a woman waiting for her son to return from the war in angola, but he will never return and the war has been lost.
another graduate of Cityvarsity the twenty-six year old John Warner has so far won no less than eleven local awards for his short films, music videos and advertisements. his greatest achievement to date is a short entitled note to self (2001), which won Gold and a craft award for directing at the 2001 ntva Stone awards ceremony. The film was screened in the official ten years of democracy in South africa retrospective at the 7 th Genoa film festival and Warner was an invited guest.
highly ambitious for a final year 35mm student production note to self is a surreal, almost lynchian glimpse of the traumatic past still haunting our present. two stories, one about a young man who kidnapped a girl, the other about two lovers who intend to meet for a valentine's dinner, are seamlessly integrated into a dreamlike narrative. it is also a textbook of intertextuality: in only 12 minutes references are made to Blue Velvet, The Cell, Wild at Heart and natural Born killers. but this postmodern piece remains Warner's own original vision and has been acknowledged as such by the juries, who gave him an award for his direction. technically it surpasses the majority of final year student productions by local film schools. it was selected in 2003 as one of the best of rESFESt africa and was screened in durban, Cape town and Johannesburg to a very warm reception especially from young audiences. Wherever it was screened in Cape town audiences were stunned by the tecnical quality and beauty of the surreal images. note to self displays another characteristic in Warner's body of work, namely the deliberate subversion of movie genres. Throughout his shorts Warner played around with genre conventions and making references to various film examples.
Equally impressive is killer october (2004) by Garth Meyer, also a graduate of the Cityvarsity. by means of stunning visuals and an evocative sound design Meyer tells the story of a young boy, who loses a loved one due to an unknown disease. The film hints at aidS, which currently ravages zimbabwe and could be the "killer" of the title. The boy embarks on a mythical journey to find a resting place for the ashes of his parent. documentary and african myth are impressively integrated in this short, which had its South african premiere at the apollo Film festival in victoria West, where it won best South african short film, and its african premiere at zanzibar during 2005.
Meyer's Bitter Water (Marah) is even more impressive than killer october. The thirty-seven minutes short explores the link between old beliefs in supernatural forces and modern social deterioration as a result of failing morals in a rural community. The approach is magical realism. two parallel plots involve a boy's story of revenging his sister's death and the more subliminal story of the inyanga's power to "make" a child for himself by using his powers. oral storytelling is vividly explored.
oral storytelling in recent short filmmaking has reached an aesthetic peak in teboho Mahlatsi's sekalli Le meokgo (meokgo and the stickfighter) (2007) . visually ravishing this innovate short tells the story of Kgotso, a reclusive, concertina-playing stickfighter, who encounters the spirit of a beguiling woman, Meokgo, and rescues her from an evil horseman. Kgotso lives a solitary life high up in the Maluti Mountains of lesotho. Whilst tending sheep and playing his concertina, he sees a beautiful and mysterious woman staring at him dreamily from the water. This story of unrequited love and sacrifice captures both the cruelty and the beauty of african magical beliefs. The film is in fact a fable that draws equally on Mozart's The magic Flute and the living power of magic in traditional african cultures. Mahlatsi brilliantly uses bold, iconic images to build an elemental conflict worthy of a Sergio leone western.
in recent animation shorts such as The shadow Boy (2007) and The mbulu 's Bride (2006) by Justine Puren oral storytelling, african mythology and animation are creatively integrated. but any overview of the revival in short filmmaking is incomplete without a brief reference to an exciting animation cinema which has been emerging since the 1980s. The most important exponent is the artist William Kentridge. in Vetkoek fete galante, an animated silent film, Kentridge made fun of the State of Emergency of the 1980s. at the 12 th durban international Film Festival four of his short animation films were presented under the title Animations by William kentridge 1978 William kentridge -1989 . Kentridge used various techniques in creating these animation shorts. his Soho Eckstein saga depicts the battle between Soho Eckstein (property developer) and Felix teitlebaum for the hearts and mines of Johannesburg. one of the shorts in the saga, mine, subtly but scathingly indicts the mining industry. monument, animated by means of a charcoal technique, chronicled the life of Soho as a civic benefactor. The whole saga has been assembled into a full-length feature film 9 Drawings for projection, which was screened for the first time in South africa in 2004.
Conclusion
More than five hundred short fiction and short non-fiction films have been made in South africa since 1980. The themes of most of these films were initially limited to anti-apartheid texts. Since the late 1980s and early 1990s short filmmakers have also explored themes other than apartheid. The short films of the 1980s consisted mainly of images against apartheid, but later efforts were lyrical and sensitive portrayals of the destruction of indigenous cultures and forced removals of people due to apartheid laws. Some films also attempted to explore those aspects which were ignored in official history books. in the late 1980s, particularly because of the Weekly mail Film Festival, new themes were explored in short films, such as gay and lesbian issues and attempts by people to adapt to changes in South africa. animation films, including those by William Kentridge, were also made. These short films form part of the new, critical South african film art which emerged in the second half of the 1980s.
Future studies of post-apartheid cinema need to take the revival of short filmmaking in South africa into account. Exciting directorial voices such as Garth Meyer, dumisani Phakhati, Willem Grobler, teboho Mahlatsi, Justin Puren, inger Smith, Johan nel, nina Mnaya and John Warner hold immense promise for future feature filmmaking in post-apartheid South africa. Thanks to digital technology the post-apartheid cinema is currently enjoying a revival and substantial international acclaim. The industry, however, also faces major challenges. despite the establishment of the national Film and video Foundation (nFvF), local filmmakers are still struggling to find funding for their work, and in many cases, an audience for their films.
a film industry or in more ambitious terms, a national cinema,
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is ultimately dependent on the number of people who are willing to pay for it. Without a paying audience, whether it is cinema, television, video or new media exhibition, there can be no industry to speak of. With a total population of approximately forty-seven million people South africa has a tiny cinema-going audience measured at approximately five million persons with a rapidly growing television consuming public penetrating approximately forty-nine percent of the total number of South african households. in the future audience development will become more and more crucial to build audiences for the post-apartheid cinema. our film industry has been held to ransom for decades by the developed markets' funding and exhibition models, content and distribution strengths and worldwide dominance of the hollywood studios (botha "The Song"). it has been estimated that hollywood product dominates ninety-nine percent of screen time in South african cinemas. local filmmakers have to compete with films by independent american, british and australian filmmakers, as well as "art-house" films from Europe, the Middle East and asia for the remaining one percent. other challenges facing our industry are the inaccessible film exhibition sites that are outside the reach of the majority of South africans, the limited concentration of theatres in metropolitan areas and the general lack of culturally specific, community based film exhibition points and product. according to research by the nFvF, audience attendance at South african cinemas is decreasing at an alarming rate to the extent that exhibitors have had to close down cinemas, especially in townships (botha "The Song"). Some independent cinemas in townships have been converted to churches. various factors contributing to this decline, including the increase in the range of entertainment media, especially a wider range of television content, door price increases, unemployment, crime, and a lack of effective marketing strategies.
Some theatrical distributors such as UiP (United international Pictures) owned by international studios merely serve as a "courier service" between the international studios and the local exhibitors. They do not have a quota system for local content distribution and exhibition and the rationale that informs their decision to acquire and to exhibit or not to acquire and exhibit product is based on the commercial viability of the product. Criteria used to determine viability is sometimes out of touch with South african and african realities, especially if one studies the cultural role of cinema within african communities. in this regard one could also look at the South Korean cinema regarding its struggle to fight american dominance. The unfair competition and massive marketing budgets of hollywood studio backed film releases reduce the chances of South african boxoffice success at the cinema level. The introduction of incentivised screen quotas for domestic and african film theatric releases thus becomes a necessary intervention.
Through audience development programmes South african distributors and exhibitors can ultimately create a demand for local content on the screen, video hire, video sell thru, pay tv, free tv and public broadcasters, both locally and internationally. There is a definite need for aggressive marketing of South african films in people's home communities and the generation of local media enthusiasm around promotion of local product. local film journalists and critics are also to be encouraged to support South african films. it is a fragile film industry, especially in the face of globalisation. The nurturing of new voices within our film industry will be of utmost importance if one would like to ensure the development of a postapartheid film industry, which is characterised by a vision of cultural diversity and an intention to empower the previously disadvantaged. despite recent successes mentioned in the article, the economic viability, cultural diversity, as well as gender and racial inequality of the film industry remains a site of public concern (treffryGoatley). at the 2009 nFvF indaba Clarence hamilton, head of Production and development at the nFvF, presented statistics on South african film production since 1994. a total of six hundred and fifteen documentaries were made from 1994 till 2008, with 2003 and 2004 as the most prolific years (154 productions). White directors still dominate production at sixty-eight percent compared to black directors at thirty-two percent. Male directors constituted the highest percentage at sixty-one percent compared to females at thirty-nine percent.
in addition to the nFvF's research results Kristin Pichaske's doctorate study on the process of racial transformation within South africa's documentary film industry drew multiple conclusions. Thanks largely to the legacies of apartheid, the already high barriers to entry into the documentary field are considerably higher for people of colour in South africa. For this and other reasons, black South africans remain more often the subjects of documentaries than their makers. overcoming this barrier must be a long-term priority, as it is the only means by which an equitable plurality of voices may reach South african audiences (Pichaske, unpublished) . This persistence of racial inequity has fueled tensions throughout the film industry. in particular, white filmmakers who seek to document black subjects face mounting criticism, regardless of the purity of their intentions or methods. These tensions are ultimately a burden on the industry as a whole, and the inability to look past race has inhibited progress. Pichaske, however, argued that while racial parity must remain the film industry's ultimate goal, the intent, integrity, and approach of the filmmaker is ultimately a more significant determinant of representational accuracy than the colour of his or her skin. in particular, the following three factors are critical to accurate and ethical representation, regardless of the socio-economic status of the filmmaker vis-à-vis subject:
a. First-person and/or reflexive approaches to documentary storytelling which help frame documentary narratives as subjectivei.e. representations of one filmmaker's viewpoint as opposed to objective representations of pure, unadulterated fact.
b. The cultivation of meaningful relationships between filmmaker and subjects that endure beyond the scope of the project-the presence of which elevates the filmmaker's level of understanding and empathy toward his or her subjects, and also helps ensure a sense of responsibility for their long-term well-being.
c. Collaboration between filmmakers and subjects such that subjects have greater agency in determining the construction of their images. This strategy helps to mitigate both concerns regarding power imbalance, and inaccuracies that may arise through the practice of outsider storytelling.
With regard to feature film production the nFvF research department estimated that from 1994 till 2008 one hundred and thirty-two films were made. representation of black directors is quite low at only fifteen percent compared to white directors at eighty-five percent. representation of female directors is also quite low at only eighteen percent compared to male directors at eighty-two percent. a lot thus still needs to be done regarding the development of an economically sustainable post-apartheid cinema in which multiple, progressive and dynamic national identities are formulated and consumed by the majority of the population. Maybe it will require the complete replacement of apartheid's racially biased production and consumption infrastructure. 3. The significant contribution of directors such as rautenbach, devenish and van rensburg has been explored in botha (2006a, 2006b, 2006c, 2007) , as well as botha and dethier (1997).
4. For the purpose of this article short films are defined as audiovisual material on film, video or dvd which is shorter than 60 minutes in duration.
5. The establishment of the nFvF and its role in the development of a post-apartheid film industry is documented by botha (2003).
See botha (2003).
7. The impact of South african film policies on the national identity of the post-apartheid cinema was investigated by astrid treffry-Goatley in a Phd study at the University of Cape town.
8. The former South african subsidy scheme is documented by tomaselli (1989), botha and van aswegen (1992), blignaut and botha (1992), as well as botha (2003, 2004 16. like the term "nation", "national cinema" is a complex and somewhat problematic term. This is mostly due to the fact that the concept of nationality varies according to different geographies, histories and cultures. The concept of a "national Cinema" is further compounded in the South african context where film industry fragmentation, a small production output and European and american monopolisation have resulted in claims that there "is no national cinema" to speak of (botha 2004). shirley Adams (oliver hermanus)
Tornado and the kalahari Horse Whisperer (regardt van den bergh)
White Wedding (Jann turner)
